Lighting Design: An Assortment by Omundsen, Tyler
University of South Carolina 
Scholar Commons 
Theses and Dissertations 
Spring 2020 
Lighting Design: An Assortment 
Tyler Omundsen 
Follow this and additional works at: https://scholarcommons.sc.edu/etd 
 Part of the Theatre and Performance Studies Commons 
Recommended Citation 
Omundsen, T.(2020). Lighting Design: An Assortment. (Master's thesis). Retrieved from 
https://scholarcommons.sc.edu/etd/5787 
This Open Access Thesis is brought to you by Scholar Commons. It has been accepted for inclusion in Theses and 
Dissertations by an authorized administrator of Scholar Commons. For more information, please contact 
dillarda@mailbox.sc.edu. 
 
 
Lighting Design: An Assortment 
by 
Tyler Omundsen 
Bachelor of Arts 
Florida Gulf Coast University, 2016 
 
Submitted in Partial Fulfillment of the Requirements 
For the Degree of Master of Fine Arts in 
Theatre 
College of Arts and Sciences 
University of South Carolina  
2020 
Accepted by: 
Jim Hunter, Director of Thesis 
Kristin Hall: Reader 
Cheryl L. Addy, Vice Provost and Dean of the Graduate School 
 
 
 
 
 
ii 
 
Abstract 
The ensuing is an analytical examination of three years within the Master of Fine Arts 
program at the University of South Carolina, focusing in the concentration of Lighting 
Design. It examines three main stage productions that were assigned to Tyler Omundsen 
and provides insight into his process and experiences within the program. This text 
provides the story of the original script and how the artist was able to decipher it into a 
working design. 
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Chapter 1: Sense and Sensibility by Kate Hamill 
The Beginning of My Journey 
1.1: Introduction 
 A contemporary version, of Jane Austen’s classic tale, Kate Hamill’s Sense and 
Sensibility follows the blessings and hardships of the Dashwood sisters. After their 
fathers passing, the Dashwood family has found themselves in financial distress and in 
desperate need to find husbands for their two eldest daughters: Marianne and Elinor. 
Even though the play itself is set during the Regency era, Kate Hamill approached the 
story with a fresh and contemporary viewpoint while also emphasizing the subtle humor 
that Jane Austen had when she wrote her classic novels. Bringing this story to life on the 
Theatre South Carolina mainstage was my major challenge as a first year MFA Lighting 
Design Candidate with The University of South Carolina. 
1.2: Meeting with the Director & Research  
Coming into the program I had a severe lack of knowledge of what was 
considered “normal” in professional theatre, since most of my work experience came 
from community playhouses, private concerts, and educational theatre. However, the fact 
that my director was Lindsay Rae Taylor, a second year MFA Directing student at the 
University, put my mind at ease a bit. Before this project, we both worked together on a 
production of Top Girls that was being held at The Center for Performance Experiment. 
The first couple of weeks of the Sense and Sensibility process consisted of 
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multiple, brief telephone conversations about Lindsay’s thoughts on the show. It became 
very clear to me that Lindsay was more focused on making the show as farcical as 
possible, to enhance Hamill’s goal of showing of Jane Austen’s sense of humor. At first, I 
was unsure on how lighting could help achieve this goal. In the past I hadn’t really 
considered what lighting could do, and represent, in a production. Normally, I would just 
turn lights on until the scene looked pretty and moved on. However, this is a habit that I 
had to stop doing immediately. Professor Jim Hunter, my advisor in the Lighting Design 
program, realized this habit of mine and asked me to list off some adjectives to describe 
the play. The first word that came to mind, instantly, was “whimsical.” Hunter then asked 
me if lights could be whimsical; my instant reply was “yes.” When he asked me how 
lighting could be whimsical, we both engaged in a conversation about how color, texture, 
programming, and even custom effects could lend itself to the adjective I used to describe 
the show. This was the first time I was really connecting lighting to the world of the play.  
Feeling a bit more confident on how to approach the show, Professor Hunter gave 
me some advice on presenting research for my director. He advised me to pull one 
hundred photos, at minimum, that I felt reflected the world of the play. He also 
encouraged me to be diverse in the research photos I pulled. He did not want me to just 
pull art photos, or photos that showed interesting lighting. He explained that my director 
could get inspired by a photo that I, at the time, did not think fit the theme of the show at 
all. Once those photos were pulled, I was to send them to my director for her to review. 
After she looked over the photos, I asked Lindsay to select her top ten photos that she felt 
reflected the world of the play, if there were any at all.  
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 Luckily, Lindsay and I were able to meet in person to go over the research I 
pulled for the show. Of the great variety of photos I pulled for my director to look at, she 
gravitated towards images that belonged to an artist named Leonid Afremov. Afremov’s 
technique involved using a wide variety of saturated color in his paintings and, instead of 
using a brush, he scrapped the paint on his canvas using a palette knife resulting in a burst 
of texture and color. There were other research photos that Lindsay liked from my initial 
search, but this artist was one that she kept coming back to, in conversation. As we talked 
about the paintings, she told me that she never knew how important color was to her 
vision of the show until she saw Afremov’s work. It felt really good to help my director 
discover a new aspect for lighting; to have her characters live in a world of color.   
 
Figure 1.1: Original research image. A painting by Leonid Afremov entitled “Loneliness 
of Autumn.” 
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 During the following meetings, Lindsay kept telling me what a relief it was for 
her that we both understood where we wanted to take the lighting for the play. It also 
helped that we seemed to get along, both professionally and socially. Truthfully, I never 
had such a positive relationship with a director like this. Even though Lindsay and I were 
on the same page, I did have the shocking realization that I had no idea what the scenic 
design looked like. At the time, the scenic designers, MFA Scenic Design students Carly 
Sober and Nate Terracio weren’t entirely sure of the direction they wanted to take the 
production. There were a lot of unanswered questions from all areas and, with that in 
mind, I suggested that we all get together to brainstorm ideas about the show and make 
sure that we were all headed in the same direction. With a little bit of luck, the team was 
able to find a slot of time that we could meet. When conversations began, the scenic team 
was leaning toward a very minimalistic design; having a giant letter constructed in the 
middle of the playing space that appeared to extend into the heavens. Since there are 
several scenic locations in the play, the scenic team was inspired by shadow theatre to 
meet this need of the show. The giant letter was to be made of a muslin-like fabric, that 
would work well to achieve rear projected  silhouettes of scenic pieces, props, and even 
actors throughout the course of the show. This element would ultimately greatly enhance 
location, time of day, and even mood.  
As Lindsay was describing her vision, she kept using words such as “dance” or 
“choreography” to describe the movement of the show. This inspired me to approach the 
show as a dance piece; having strong side light coming in from the wings to achieve an 
extremely sculpted look, with a variety of different colors. Having such a bare, and dark, 
stage reminded me of the previous fall semester when I helped design the University’s 
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Dance Showcase. The stage layout was a bare stage that was primarily black. 
Remembering how effective the dance repertory plot was in that type of layout, I thought 
it was a perfect style to go with this production. When I pitched this to the team, 
everyone seemed to take an extreme liking to the idea, especially the scenic team.  
 
Figure 1.2: Initial Scenic Rendering. Created by Carly Sober. 
  With all that in mind, I entered the process of creating the lighting design 
with enthusiasm and determination to show what I have learned so far in the program. 
However, as I stated earlier, I was still adjusting to what was considered “normal” in the 
professional world of theatre and this adjustment would prove to be a major obstacle for 
me to overcome throughout the design process.   
1.3: The Miracle Worker 
 Before I began work on my light plot, I was lucky enough to go with Prof. Hunter 
to Florida Repertory Theatre, where I was to assist him on his design for The Miracle 
Worker.  Unfamiliar to me at the time, this experience would not only help develop my 
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artistic eye dramatically but also show me how to truly conduct myself in a professional 
setting.  
 When we first arrived at the theatre, the very first thing that Prof. Hunter did was 
attend the design run for the production. As we walked into the rehearsal room the first 
thing that really took me back was the fact that all the design renderings, done by the 
design team, were displayed on the wall for the actors. Hunter explained to me that in 
professional theatre this was completely normal and is done for the actor’s benefit. If an 
actor has a question about what the set is going to look like, or even what type of garment 
they will be wearing in the show, all they need to do is go up to the wall and look at the 
renderings. It’s a constant reminder, for them, of what their world looks like and how 
their character fits into the world. Truthfully, I thought this part of the process was a 
beautiful discovery.  
As the rehearsal went on, I couldn’t help but notice that Hunter’s book was 
already full of notes and lighting cues. This baffled me because the design run was the 
very first time that he was seeing the show. Later, he explained to me that he made a 
generic cue list, based off both clues from the text and discussions he had with the 
director. He did this so that the stage manager would have a head start on marking up 
their book. If Professor Hunter had waited until the designer run to give stage 
management his cue list, that would have meant the stage manager would have had only 
one day to write in, probably, a hundred cues. They would have also been denied the 
opportunity to ask Hunter any questions prior to technical.  
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 As I sat in throughout the technical process for The Miracle Worker, I had the 
opportunity to talk with Professor Hunter about certain design decisions that he made. 
Things such as color choices, textures, angles, and even certain fabrics that he included in 
the set design to help enhance the lighting. Per his suggestion, I kept a small journal for 
myself that included these conversations and the colors that he used. I had a feeling I 
would need this information when it came time to creating my own light plot for Sense 
and Sensibility. Looking back on it now, I wish I made the effort to ask my advisor more 
questions as he was going throughout the process. At the time, I felt like I may have been 
a distraction if I kept interrupting him. This was ultimately a mistake on my part and 
should have taken advantage of every opportunity I had to ask a questions, or to even 
market myself to the theatre company. A lesson learned on my part, and a mistake that 
won’t happen again.  
 
Figure 1.3: Production photo from Florida Repertory Theatre’s The Miracle Worker. 
Scene & Lighting Design by Jim Hunter 
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1.4: The Process 
 Once I got back from Florida, full of enthusiasm from my experience, I wanted to 
get right to work on my light plot; however, Professor Hunter thought I should put some 
extra time into developing my shopping list for the play. The shopping list is a list of 
components that I want to bring into the design. These components can be a range of 
things such as: sunshine, magic, windows, broken, etc. Anything that fits the world of the 
play and supports the story. This would prove to be extremely beneficial to me later in 
the process, since it would be a constant reminder to me of what I wanted to bring to the 
lighting design. This list could not only reference the feel of the show, but also the 
requirements specified by the text. There were millions of decisions that needed to be 
made, and it was all too easy for me to get confused. Once my shopping list was 
completed, I wound up with terms such as: dream/nightmare, whimsy, rain, lighting, 
shadows, candlelight, and much more.  
With the shopping list done, my advisor told me that I needed to create a channel 
hookup for myself. This hookup would contain information such a lighting instrument 
types, channel numbers, gel colors, templates, and lighting purposes. Doing this hookup 
early would also help me keep track of my lighting inventory and how many dimmers are 
available in the theatre space. The last thing we’d want to happen is to plot lights that 
aren’t available or run out of dimmers. For me to decide what instruments to use, for each 
individual system, I had to do a sectional beam study in Vectorworks with the scenic 
ground plan and section that was provided to me by the scenic team. With this study, I 
measured the effectiveness of each light from different hanging positions within the 
theatre space. In addition to this, I made sure that I had an even field of light going across 
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the stage. Once the channel hookup was completed, along with my sectional beam study, 
it just became a matter of plotting the lights into Vectorworks and inputting all of the 
necessary information needed for the design to be completed (color, channel numbers, 
purposes, etc.).   
 
Figure 1.4: Sample shot of Channel Hookup for Sense and Sensibility. 
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Figure 1.5: Light Plot Selections- Sense and Sensibility 
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 After revisions with Prof. Hunter, I was ready to submit the plot to the Assistant 
Technical Director for Lighting and Sound for installation. Once this part of my process 
was complete, I was then able to work on individual pieces of paperwork that will help 
me stay organized during technical; specifically the magic sheet. The magic sheet is a 
piece of paperwork that the lighting designer creates that allows him/her to stay 
organized during the technical process. It’s a sheet that will help remind me of channel 
numbers, what the purpose of each light is, where it is focused, what its color is, and so 
much more. Without it, I would be struggling to keep up, trying desperately to find the 
light that I am searching for. I was starting to learn how to construct a magic sheet in a 
way, so it’s not only organized but would help me make accurate decisions as fast as 
possible during technical. With over a hundred lights up in the air, I knew it would be 
very easy for me to get confused and forget where each light was focused. Labeling and 
color coating became a key asset for me, to ensure I had full control over my grid.  
 Before we began hanging the lights, my advisor suggested that we do a series of 
tests, on the giant rear projection letter unit being constructed by the scenic crew, to make 
sure that we could color it well and get the silhouettes crisp and sharp. Up until this point 
the director was having a hard time being able to visualize the silhouettes and was 
considering cutting that aspect from the show. We could tell this subject was adding 
unnecessary stress to the design team, so the lighting department decided to help by 
conducting this test. As we set up the test rig, it was important we only use one light 
source to create the silhouettes. If we use more than one, we would have multiple 
shadows, and lose the crisp image that we were aiming for. We wound up using a Strand 
6x9 ellipsoidal spotlight, a lighting instrument with a very wide beam angle for this test 
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and the overall look was great. The only thing that we didn’t like was we couldn’t color 
the silhouette shadow; we could only view it as black. The solution was to install an RGB 
LED color mixing light fixture at the base of the letter, shooting up at an extremely steep 
angle. This allowed the shadows to be colored without distorting the crispness of the 
silhouette. Lindsay, and the design team were thrilled by the test results, and I could feel 
the tension in the room slowly dying down. Lindsay got so excited by the result she 
requested that she be able to have this light used during her rehearsals.  
 
Figure 1.6: Silhouette Test Image 
 Ironically enough, the one part of the process that I was confident in became the 
most stressful part, and that was the actual hang of the light plot. At the time the 
university did not have a Master Electrician for the lighting department, and most of the 
students on crew for Sense and Sensibility were brand new. Sam Gross, the Assistant 
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Technical Director for the scenic department, my advisor, and my MFA Lighting Design 
colleague helped when they were able to, and it was greatly appreciated on my part. At 
the time I felt like I needed to focus a lot of my attention into the installation of the plot, 
but I quickly learned that I was not able to properly think as an artist. I was faced with 
situations where I did not want to add new things to the plot because we were running out 
of time before the first day of technical and it became a situation where I couldn’t plan 
my time accordingly. Luckily, we were able to get everything hung, focused, and 
programmed before our first night. I think Prof. Hunter sensed that I was stretching 
myself too thin and told me that I was only allowed to focus on being a designer. By him 
saying that it really took a load off my shoulders and put me in the right mind-set for the 
rest of the process.   
1.5: Technical 
 Before we officially began technical, I was fortunate enough to sit down with 
Prof. Hunter and go through the “looks” I created for the show; without any actors on 
stage. At first glance, Prof. Hunter and I felt confident and thought that we were in a good 
place for our first night. However, as always, everything changed once the actors came 
on stage. I learned very quickly that I was too broad with my “paintbrush” when I did my 
initial programming. My advisor explained to me the concept of “jewel lighting”; where 
you use strong side light with just enough front light to see the actor’s faces. Professor 
Hunter also gave me a rule for going through the rest of the show: “Pick three.” When I 
encountered a moment where the scene was looking “muddy”, I was to start from a 
blackout and only use three elements to compose the scene. When I did that, I noticed 
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that not only did the actors appear more sculpted, but I was getting a stronger sense of 
color on the scenery.  
 
Figure 1.7: Production Photo. A good example of “jewel lighting” used in the show. 
We spent a good hour, or two, working the very opening of the show, and during 
that time Prof. Hunter helped me to become more committed to my choices, and 
enforcing the “pick three” rule. After a while, I was starting to pick up on the idea and 
didn’t need to continued guidance. It was like I was going into autopilot after a while. As 
we were working, Prof. Robert Richmond made a comment that helped my thinking of 
how I should be designing. We all knew, at the time, that I was stuck in this mindset that 
every actor needs to be perfectly lit for every moment of the show; their faces must 
always be seen. Prof. Richmond said to me “The audience has over two hours to see their 
faces, you don’t need to reveal everything right away.” That comment made a lot of sense 
to me and helped me become more committed to my choices. Eventually I found my 
groove and was able to make successful choices as we went through the rest of technical.  
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 One of the things that I was not expecting going into technical was having to deal 
with the extreme tension that was going to be presented by other members of the 
production team, specifically, the scenic design team. There were several times where the 
co-scenic designers, and the scenic design supervisor, would get into full blown 
arguments in front of the company. This made me, as well as others, quite uncomfortable 
and, at times, made doing my job a lot harder than it needed to be. At the end of the day it 
was a matter of artistic differences, but I just took Prof. Hunter’s advice and stayed away 
from the situation. We made sure that the scenic team knew that the lighting department 
was prepared to help in any way we could, but we weren’t about to get involved in the 
confrontations that they were having.  
 
Figure 1.8: Production Photo. Example of silhouette work in the show. 
1.6: Conclusion 
 As the process, and the semester, ended I wasn’t exactly sure where I stood as 
both a designer and a student. That all changed though when I received a phone call from 
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Prof. Hunter. He told me that he was extremely impressed with the work I did that 
semester; especially considering I was only a first-year student in the program. This 
conversation alone really confirmed for me that I could be a professional designer one 
day. I knew that I had a long way to go, but I knew that this career was a strong 
possibility for me. With that in mind, I knew I wanted to keep working on my skills, over 
the summer season, and looked towards my professors for guidance. During my year end 
portfolio review, all my professors agreed that I should devote some time to developing 
my fine arts skills; more specifically my drawing abilities. They felt that by doing this I 
would be able to further develop my aesthetic and, as a result, transfer that to my lighting 
designs. At the time, I couldn’t really understand how my drawing abilities could affect 
my lighting designs, but I took their advice to heart and took drawing classes from 
Disney animator Aaron Blaise. During these classes I took things quite seriously and was 
eager to discover what would result from it during the following semester.  
 
Figure 1.9: Sense and Sensibility Production Photo. 
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Chapter 2: Platonov by Anton Chekhov 
A Renaissance Semester 
 
 
Figure 2.1: Moscow Gardens 
“Live! Everything lives, everything moves…Life is all around… We must live 
too, Misha. Leave the problems for tomorrow. Tonight, we’ll simply live!” 
(Chekhov, pg.27) 
                                                                                       -Anna, Platonov 
2.1: Introduction 
 Feeling confident from my previous design of Sense and Sensibility, I entered the 
second year of the program assigned with designing the lighting for Platanov. The first of 
Chekhov’s plays, Platonov follows the life of Mikhail Platonov on one fiery summer day 
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in Moscow. We find Platonov being swept away in a hurricane of desire, deadly affairs, 
and, of course, vodka eventually leading Platonov to the brink of death. Chekhov wrote 
this script when he was in his early twenties, and the manuscript was not discovered by 
the public until after he passed away in 1904. A New York Times article from 1977 
described the show as “minor Chekhov, but at the same time it is seminal. Sketchy, 
unformed and melodramatic, it is a prelude to his major plays.” (Gussow,1977) Although 
this script was the first step in the Chekhov’s career, the piece holds themes and concepts 
that would eventually be known to the public as a Chekhov standard. Themes such as 
overturning high society, the pursuit of our youth, the embitterment of growing older, and 
the disgust of a rustic lifestyle are included. 
2.2: Meeting with the Director & Research  
 Director Professor Steve Pearson, Head of the MFA Acting program, had a lot of 
thoughts about this script when we first met to discuss the piece. When Chekhov 
originally wrote Platonov he did not finish it, or give it a title for that matter, so the first 
thing Professor Pearson discussed with me was that he was changing the ending of the 
play, as well as rearranging the format of how the script was laid out in order for the 
reader to feel that the play was flowing at a brisk pace, where each scene flows into each 
other. These changes included that Platonov would no longer die by gunshot at the end of 
the play. Instead, he would try to commit suicide by jumping into a lake, thus drowning 
himself; however, the water would be too shallow so ultimately his attempt will be failed. 
This ending was inspired by a film entitled An Unfinished Piece for Mechanical Piano, a 
Russian film from 1977. The director hoped to achieve a level of comedy with this 
ending.  
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Professor. Pearson was able to share with me some details of his meeting with 
scenic designer, Professor Nic Ularu. Initially Professor Pearson described a very 
industrial feel to the world, with steel bars being able to fly in and out from the grid 
throughout the show. Also, he mentioned the idea of the floors having panels that will 
move up and down during climatic parts of the production.  Professor Pearson also 
mentioned that Professor Ularu was basing his design based off Constructivism art. 
Before we finished our first meeting, the director left me with his idea of what “good 
lighting design” is. Pearson’s aesthetic for lighting is one that is extremely simple, clean, 
and basic. With the lighting we were aiming to enhance the emotional content of the play 
as the characters went on their journey. Just like the characters, the lighting should 
change and shift as the play goes on. 
 When I began my research, I originally started with Constructivist art and 
Industrial photography in support of the director’s vision. The images were extremely 
angular, sharp, and very bold.  
 
Figure 2.2: Original research image. A painting of the city of Perm, in Russia, painted in 
the industrial style.  
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 Once I completed my research, I became very unsure of my findings, and decided 
to have a meeting with my advisor. Being the only student on the design team, I felt 
rather intimidated since I every individual I was working with had so much more 
experience than myself. I not only wanted to make sure that I was doing the very best I 
could, but also not slow down anyone else’s process. Professor Hunter had worked with 
Professor Pearson several times in the past, so he knew of his aesthetic. Hunter felt that 
my research was not what Pearson would be looking for when it came to the lighting 
design. He encouraged me to start looking at more artistic works that showed more 
subtlety and beauty regarding the lighting, and instantly we were drawn to the works of 
impressionistic artists. These artists were known for capturing the naturalistic lighting 
that surrounded them and interpreting that into their art, whether it was a park, a lake, or 
just their town. When this new research was shown to Pearson he instantly agreed that I 
was getting “closer” to the direction that he wanted to take the lighting for Platonov. The 
one picture that perfectly represented the lighting we wanted to achieve for Platonov was 
“Woman with a Parasol” by Claude Monet. The soft lighting, and dramatic shadow-work, 
was absolutely striking at first glance and was an excellent starting point for my process.  
 
Figure 2.3: Research Image. “Woman with a Parasol” by Claude Monet 
21 
 
 Now that I felt more comfortable about where my mind was artistically about the 
show, Prof. Hunter encouraged me to start exploring more real-world research; “Think 
like a set designer.” My advisor encouraged me to have my own opinion of what the 
world of Platonov looks like in order to further inspire my lighting design choices. For 
example, one research image featured an abandoned country home in rural Moscow. The 
home had a beautiful set of bay windows that led into the dining room area of the home, 
which inspired the angle I would place my window textures for the production.  
 As the weeks went on, the first time I truly saw the scenic and costume designs 
for Platonov, was at the first rehearsal design presentations.  Although I learned a lot 
from my fellow artists on the design team, the most valuable information I gained was 
from the speech that director, Prof. Pearson, made to his actors at the very beginning of 
the rehearsal. He used such beautiful metaphors to describe the show such as: magical, 
semi-realism, soft, and “it’s life.” I could tell that Professor Pearson was more relaxed 
talking to his actors about “the world” of the play; wanting to give his actors a visual 
image in their minds. This is one of the reasons I decided to go and sit in on several 
rehearsals prior to technical rehearsals; not only to help me, but to hopefully gain 
Professor Pearson’s trust as well.  
 
Figure 2.4: Initial Scenic Rendering. Created by Nic Ularu. 
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2.3: The Process 
  I only had two weeks after the design presentations to the submit the light plot 
and paperwork. Normally a deadline like that wouldn’t bother me as much, but there was 
something looming over my head that made me a complete nervous wreck. One little 
word: “Simple.” Professor Pearson made constant remarks to me on how the lights 
should be simple and subtle. “This is not Disney.” At the time I had no way of getting a 
mental image, in my mind’s eye, of what “simple” meant to the director and how I could 
relate it to my lighting design while at the same time making the actors look sculpted and 
beautiful. With all that in mind, I began to really push myself to research ideas of what 
simple lighting looked like, to the point where I was going days with minimal sleep. I 
knew that I needed to change what I was doing, or the show would suffer as a result. So, 
with that in mind, I made sure I got a minimum of five hours sleep every night and made 
sure I kept myself on a schedule of what absolutely needed to get done each day. Even 
though I disappointed my professor, and myself for that matter, I feel like I have a 
stronger grasp now of how to work hard and take care of myself at the same time.  
 There were several challenges I faced when working on the lighting design for 
Platonov, one of which was the black scrim that was upstage of the set. A scrim is a light, 
woven, drop that can be used for a variety of theatrical effects. Due to the way that it’s 
constructed, if light shines on it from the front it will appear solid. However, if you shine 
light upstage of a scrim, it will become translucent and you can see people or scenery 
through it. It can create quite a psychedelic effect if used properly. For a while it was 
unclear of how big the scrim was, we planned to have more lights assigned to the scrim 
than we probably needed, just to make sure that we were completely covered. We 
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arranged one system of lights that would glance across the front of the scrim, in order to 
make it appear to be a solid surface. Another major challenge was the introduction of 
projections into the overall show design. These projections were meant to help enhance 
location, time of day, mood, etc. It was a major part of the story telling and the lighting 
needed to be intertwined with it perfectly; one could not dictate the other. Since images 
were being projected onto the black scrim, we incorporated scrollers into a system that 
helped tone the black scrim when needed. This toning system would help enhance the 
colors of the projections, without washing out the image that we were trying to display to 
the audience. Behind the scrim we also had a system of lights devoted to illuminating the 
actors and scenic birch trees. The audience would be able to look through the scrim and 
see the figures in a “ghost-like” manner.  
 
Figure 2.5: Production photo from Platonov. Example of scrim “ghost-like” effect 
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One unexpected challenge was the arrangement of general area lights being used in the 
grid. We used a three-point system for the area lights because we wouldn’t be using as 
many lights as a four-point system, while at the same time still be able to achieve a crisp, 
sculpted look. A three-point system is broken down into three systems of light: key light, 
fill light, and back light; all consisting of the same angle that allows a beautifully sculpted 
look to be created on the actors. A four-point system achieves the same result but with 
one major difference; it uses four systems of light instead of three. With this added 
system of light, we can not only achieve a sharper look on the actors, but we can also 
have more variety of angles when it comes to lighting a scene. Some crucial errors in my 
drafting of the light plot were not noticed until the first day of focus. My advisor pointed 
out that my warm system of area lights was very symmetrical and even, meanwhile the 
cool system of area lights was scattered and did not reflect the warm system. It was 
important to achieve a smooth wash of light so that way there are no dark spots in the 
playing space. Every actor should look beautifully lit no matter where they are standing 
in the space. Professor Hunter was able to show me why this was such a bad error on my 
part and luckily, we were able to fix it rather quickly thanks to Longstreet Theatre having 
a tension wire grid. Unlike in Drayton, due to the tension grid in Longstreet, crew 
members were able to access the lights quickly without the need of a ladder or lift. They 
could just walk right out onto the grid, focus the light, and move on. 
 As we were nearing our first night of technical, I did begin to feel the tension 
building within my director. As I was focusing my lights, he would make comments to 
me saying that he didn’t like the angle, didn’t like the color, or didn’t like the fixture I 
chose altogether. I did have to reassure him, several times, that we were still working on 
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the plot and it was not yet complete. I welcomed him to come and discuss the lighting 
and how it looked once we were up and running for our first night of technical.  
Scenic designer, Professor Ularu seemed to have some pre-technical jitters as 
well. He had some ideas on how lighting could help enhance his design, and of course I 
was more than happy to oblige. He really wanted his Constructivism concept to shine 
through, so he asked if he could have some red lighting underneath the platforms, to 
show off the structure, and underneath the stage for when the panels go up. In the theatre 
space, there is a hydraulic lift that can go up and down from the main deck. In this 
circumstance, when the lift goes up, it will lift select panels in the scenic floor giving the 
illusion that the set is morphing in real time. Originally, I did that for my colleague, but 
once Pearson saw what I had done he voiced his opinion. He became very concerned that 
I was basing all my lighting decisions based on “abstract conceptual ideas” as opposed to 
letting the lighting just enhance the storyline of the play. Pearson and I needed to have a 
very long talk about how I was trying to support my colleagues vision for the show, but at 
the same time I needed to be careful since I did not want to throw the scenic designer 
under the bus in order to save my neck. I could tell that there seemed to be a disconnect 
between the director, the scenic designer, and myself.  With that in mind, I needed to be 
the epitome of relaxed during technical rehearsals.  
2.4: Technical Rehearsals 
 I felt very confident as we began the technical process and knew that I had 
everything I needed to help fulfill any request that the director may ask of me. I was 
particularly confident in the effectiveness of my magic sheet. I discovered things about 
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my paperwork that worked well for me and things that I needed to improve upon from 
my previous experience with Sense and Sensibility. I color coated each section of my 
magic sheet, specifically, so that I either knew what color the system was, or just to help 
organize my thoughts so that my mind didn’t get confused. I also, used a series of arrows 
to help me remember which direction each system is coming from. Between the colors 
and the arrows, my magic sheet was extremely well organized and easy to read.  
 As we were going through the first night of technical, I was struggling to make 
quick and creative decisions when it came to fulfilling requests from the director. Part of 
the reason was I wasn’t allowing myself to use every tool in my toolbox. For example, in 
my mind, I could only use the daytime garden gobo for the daytime garden scenes. Or the 
nighttime forest gobo for the nighttime gobo scenes. I wasn’t mixing my palette. At first, 
I still didn’t fully understand why mixing textures like that is so effective, until advisor 
put it into music terms for me. He told me to think of a jazz musician, playing a song on 
his saxophone and all at once improvising and playing some off the wall note. Even 
though it wasn’t in his sheet music, he was still playing the same tune while at the same 
time making it fresh and exciting. The same thing should happen with lighting design. I’ll 
never forget that lesson.  
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Figure 2.6: Full stage production photo of Platonov. Example of mixing textures. 
 As we entered the next night of technical, things started to change. Pearson started 
to become more panicked about time and didn’t want to waste time explaining to me 
what he wanted the lighting to look like for scenes that didn’t look correct to him. So, he 
wound up, basically, designing the majority of Act Two himself. The looks that he 
created were incredibly dark, and we eventually discovered that it was so dark, we had 
immense difficulty hearing the actors. After some conversations with my advisor, 
Pearson agreed to let me brighten up his cues without changing the overall look. 
Beginning the second night of technical, the process became extremely frustrating for me 
since I felt like half the show did not belong to me. However, looking back on it now, I 
do feel like I took something away from the experience. Even though Pearson’s cues are 
ones that I didn’t necessarily agree with, I feel like my designer’s eye has changed in 
terms of what appears balanced or too bright.  
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 For example, shortly after I completed the process for Platonov, I went into 
designing the University of South Carolina’s dance showcase. When I was in technical 
for that, I began noticing things about my design that I thought was extremely bright, or 
just boring in terms of the lighting. I wanted to take the initiative to make the lighting 
more visually appealing, and more sculpted in appearance. Just having nice, bright, 
lighting was not good enough for me anymore. I wanted to create something not only 
striking, but also took the storytelling of the piece to a whole new level. This is a lesson 
that I don’t think I would have learned without the help of Platonov.  
“All the beauty of life is made up of light and shadow.” 
-Leo Tolstoy 
 
Figure 2.7: Production photo of USC Dance Showcase 2018 
 After Platonov opened, I also began to explore the world of 3-D computer 
renderings to help support the pre-visualization of my designs. Prof. Hunter tasked me of 
selecting five of the best photographs from Platonov and try to replicate them in 
Vectorworks and Photoshop. My advisor went on to explain that it’s beneficial to 
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replicate a production photograph so I would know how to achieve certain effects in 
Vectorworks for future projects.  
 
Figure 2.8: Vectorworks Lighting Rendering for Platonov. Created by Tyler Omundsen 
2.5: Conclusion 
 Looking back on the semester, I feel that I have grown as a designer. To quote 
Costume Design Professor Kristy Hall, “This has been a Renaissance semester for you.” 
Towards the end of the semester, Prof. Hunter made a comment about my art that really 
changed my mindset on how I view lighting. Throughout the semester I was taking a 
costume design course with Professor Hall, where I had been working to improve both 
my mind’s eye when it came to costume design, and my artistic renderings. When 
Professor Hunter viewed my costume renderings in the semester portfolio review, he 
made a comment saying that I am beginning to become more comfortable with smudging 
my renderings, and not keeping them so clean and precise. He went on to say that I was 
also starting to do that with my lighting designs. This statement really stood out to me in 
a unique way. Up until that point I never full viewed my lighting design in the same way 
I view one of my renderings that I did on paper. I feel that with the new tools I have 
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obtained from this past semester, along with the new mindset that my advisor gave me in 
terms of improvising and “smudging”, I can begin to expand as an artist in the world of 
lighting design and begin to see things in a new way that frees me from the ideology that 
everything needs to be clean, perfect, and precise.   
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Chapter 3: The Curious Incident of the Dog in the Nighttime by Simon Stephens 
 
My Greatest Challenge 
 
Figure 3.1: Planetarium of Montreal. Original research image.  
 
3.1: The Beginning 
 After feeling a bit defeated from last semesters production of Platonov, I felt 
extremely excited to begin working on The Curious Incident of the Dog in the Nighttime. 
This was mainly because I would be working with Professor Robert Richmond as the 
director, along with Professor Hunter as the show’s scenic designer.  
When I had my first meeting with the director, I quickly realized that I was 
entering an environment that consisted of open-minded conversations and creative 
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discussion. When asked to describe his vision for the show, Professor Richmond began to 
share with me conversations that he had with scenic designer, Professor Hunter. The plan 
was to approach the show in a way, that the audience would be viewing everything from 
Christopher’s point of view. We are inside Christopher’s mind. In terms of the scenic 
design, Richmond and Hunter wanted to make the audience feel like they were in a 
planetarium. Professor Richmond commented several times that the planetarium is 
Christopher’s happy place, thus Christopher deciding to show “his play” in that location. 
As we continued with this conversation, we asked ourselves why Christopher was so 
drawn to space. My initial response, going off my own childhood attractions, was the 
bold and beautiful colors found within the universe: from the planets to individual 
galaxies. Richmond seemed to respond very strongly towards that, and we had long 
conversations about color and how it would be used in the show.  
This goal of the production, to make the audience feel that they were viewing the 
world of the play through Christopher’s eyes, would prove to be a great challenge since 
Christopher, according to the text, is an autistic fifteen-year-old boy. Unless you are 
autistic, you’ll never truly know how they view the world around them. The ultimate 
solution in unlocking this problem was to look at paintings created by autistic artists. 
Swiss film director Jean-Luc Godard once said: “Art attracts us only by what it reveals of 
our most secret self,” that we can sense how others view the world through their art. 
When looking at autistic artwork, one notices to their bold use of saturated color, sharp 
textures, and the sense of controlled chaos. It is almost as if, at any minute, the colors of 
their world could spiral out of control. This was the way I wanted to take the lighting for 
the show, and Prof. Richmond could not have agreed more.  
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Figure 3.2: Original research image. A piece of autistic artwork. Artist unknown. 
 Every meeting I had with Prof. Richmond from that point on was extremely enjoyable 
and comfortable. I felt that my director trusted me as a lighting designer, to make the 
lighting as beautiful as possible while at the same time supporting the story. Throughout 
the process,  Prof. Richmond was an extremely relaxed director with a clear idea of how 
to communicate, and collaborate, with his designers. During our first production meeting, 
Professor Richmond greeted the group by saying that he wanted our production meetings 
to have an environment where members of the production team felt free to vocalize ideas 
and to solve problems that might arise for the different design areas.  A pleasant and 
creative environment was the ideal goal for each production meeting. Up until that point, 
I had never worked with a director that led a production like this. Our director, right from 
the beginning, emitted an aura of cordiality and trust for his production team.  
 In the following weeks, Prof. Richmond continued to support me as his lighting 
designer, even if they were very subtle actions. For example, I was fortunate enough to 
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observe rehearsals in the weeks prior to tech week in order to broaden my knowledge of 
how he was staging the actors, as well as the tempo he was seeking. It was important that 
the tempo of the lighting matched that of the actors. When I was sitting in the rehearsals, 
Professor Richmond would, on occasion, stop the rehearsal in order to talk with me about 
a lighting idea he had for a specific moment or ask me questions about how I was planning 
on lighting that scene. In the past, directors would normally wait until a break, or after 
rehearsal was over, before having a private conversation with me about the lighting. 
However, Prof. Richmond decided to have these mini conversations with me in the heat of 
the moment. At first, I wasn’t sure why he was doing this, especially in front of the 
performing company. Looking back on it now, maybe he wanted the actors to hear how 
specific scenes were going to be lit; perhaps hearing our conversations gave the actors a 
mental image of what to expect the world to look like, thus helping their performance in 
rehearsal. Even if this wasn’t the case, it confirmed the thought that Richmond respected 
me as a designer and showed the performing company that him and I were a team.  
 As I watched Prof. Richmond direct, both in rehearsal and during technical, I was 
drawn to how specific he was in terms of spacing his actors. There were times where he 
spent five, or ten, minutes rearranging his players in the performing space until he got the 
balance he was looking for. After the process was over my professor, my advisor, 
mentioned to me that Professor Richmond was an expert in “mise en scene”. Upon first 
conversations, I wasn’t exactly sure what the term meant when speaking about a theatre 
director and discovered that it refers to the arrangement of actors, and scenery, in the 
playing space in order to properly tell the story.  After working closely with him on the 
production, I can absolutely agree that Prof. Richmond is quite skilled in mise en scene.  
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 When looking at film directors, they often work with the rule of thirds to make 
each scene appear balanced to the viewing audience. Most often for every visual element, 
placed in one section of the frame, there will be a corresponding element in the opposite 
section to balance out the composition. Professor Richmond, both during technical and 
the week leading up to it, was always experimenting with placement for his actors. His 
most instinctive decision to do this was to have a player sitting in an area of the space 
where the main action wasn’t occurring. In a way it reminded me of paintings by Edgar 
Degas, a famous French artist known for his work in oils and pastels. He is most known 
for his collection of paintings focusing on ballerinas, and they are studied for their 
compositional values.  
“His working methods demonstrate a flexibility and willingness to adapt 
and modify his compositions (for example, adding extra pieces of paper to change 
the format of a piece and radically alter the image).” 
-Damian Callan, Artist 
Thanks to Richmond, I am beginning to understand how important it is to have a 
mastery of composition. With the right composition, it can help dictate whether a scene is 
peaceful, dark, magical, or even chaotic.  
“Composition brings together everything…it unifies beat, rhythm and rhyme in a 
poem; timbre, melody, harmony, tempo and dynamics in a symphony, and 
subject, mood, light and moment in a photograph (or painting) – and 
somehow makes them greater in whole than the sum of their 
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parts. Composition creates a synergy which elevates art above mere expression, it 
can transform even the vulgar into the sublime.” 
-Ian Plant, Photographer 
 
Figure 3.3: Flamingo Flamenco. A photograph by Ian Plant. 
 
Figure 3.4: Production photo. An example of Richmond’s compositional skills. 
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 Professor Richmond’s improvisational skills as a director has a substantial effect 
on the production. Richmond would often say to me during the process, “We’ll figure it 
out during tech. I’m quite good at pulling things out of my arse.” He made it quite clear, 
from the very first technical rehearsal, that he was more than willing to break his own 
rules to achieve utility and evocation. For example, Professor Richmond was always 
more than willing to re-locate his actors, within reason, to make the lighting look as good 
as possible. Richmond really loves the what the lighting can do for his shows and was 
always on board to try something inventive or magical.  
 Watching Professor Richmond improvise, and break his own rules, during 
technical really inspired me. Especially since this is a skill that I am still struggling to 
improve upon for myself; to be able to improvise and color outside the lines with my art. 
In the past I’ve been convinced that I had to be so clean and perfect with every lighting 
choice that I make; however, I am learning that this is not always the case. Looking at 
great painters like Degas, or Da Vinci, I can find numerous works where they do not use 
any sharp lines, and everything is smudged or blended; the result is something strikingly 
beautiful. If they can achieve that with paint and paper, why can’t I do that with light? 
3.2: My Personal Process 
 Throughout the Curious Incident process, I was more relaxed and confident in 
myself as a lighting designer than I had ever been.  Credit for this is due to my director 
and the fact that my mentor was also the scenic designer for the production. My director 
trusted me to do my job well and never made me feel like there was any doubt that I 
could provide a product that met his expectations. Meanwhile, the scenic designer 
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provided me with all the materials I needed to plan my design promptly. Up until that 
point there were often difficulties with previous productions in obtaining details about the 
set in a timely manner that are required for lighting department success. During this 
production there was nothing left to question during this professional level process.  
 On this production, I was quick to make creative decisions for the design and had 
a plan for how everything was going to piece together. As a result of this, I was able to, 
not only help solve any potential problems that were brought up during production 
meetings, but also defend my design choices for the show. Even though I can make 
deliberate decisions, I found that I now take the time I need to consider all the aspects of 
the situation before voicing opinions to the design team. This could often result in me 
being quiet in meetings and may make it appear like I don’t have an opinion on the 
matter. However, once the initial decision has been made, I found that I am getting quite 
skilled at making numerous micro-decisions at a moment’s notice, which is a skill I find 
quite useful during technical rehearsals.  
Despite these newly discovered strengths, I still have a problem with breaking my 
own rules when it comes to my lighting designs.  Looking back on my entire graduate 
school design career, I understand now that if I took a chance at “coloring outside the 
lines”, or breaking my own rules, I would be a better designer and the technical process 
probably would have gone a lot smoother for the lighting department. After having some 
conversations with my advisor, we came to discover that the more specific the tool is, the 
harder it is for me to think outside the box. In my head, I see specific techniques, 
textures, and colors being appropriate for only certain moments of the play; each having 
its own individual purpose. However, allowing myself to improvise with the lights would 
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ultimately make me more creative. I feel that another contributing factor to this problem 
is that I still think that the audience is going to see every detail or flaw that I see in the 
design. This over-thinking mentality is probably the source of why I do not color outside 
of the lines with my lighting. Maybe this improvisational skill will come more naturally 
to me if I keep reminding myself that most of the audience isn’t going to see what I see.  
 Even though during technical I was completely relaxed, and in control of the 
situation, I still feel like I have a problem vocalizing myself when it comes to pitching 
ideas. Being a younger designer, I am still getting used to pitching ideas to my 
colleagues, even if the idea is good, or eventually is suggested by another production 
member. When it comes to discussing ideas with trusted colleagues, like Prof. Hunter, I 
have really no issue in vocalizing my ideas. However, when I am in a group full of 
accomplished and talented people, I tend to have trouble speaking up. I feel like I will be 
able to get over this in time, as I begin to gain more professional experience, but for now 
it’s something I need to try to work on one day at a time.  
 In the previous semester, I struggled to hide my stress levels from my colleagues, 
but in this circumstance, there was no stress level to worry about. Which, in my opinion, 
is ironic considering that this production was far more complicated than last semester’s 
production of Platonov. Even though I wasn’t stressed throughout technical, I noticed I 
was still having some re-occurring problems that have been established since Sense and 
Sensibility.  I’ve always had a problem with building up to the right look; one of the 
many visual moments in the play as the lights go on their everchanging journey. 
Professor Hunter kept insisting that I “build up” my looks for each moment of the play. 
My first instinct was always to start with intense front light, in order to ensure that my 
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actors were seen at all cost. Once the actors were in the space, I would then go through 
the tedious process of eliminating all unnecessary light; this is me “building down” a 
look.  Going against my instincts, I should be starting with a base of colors and textures 
that help establish the emotional, and logistical, content of the story and then adding just 
enough light to see the actors. I would then be able to add more visual light as needed 
when the actors are in the playing space. Not only did it prove to be more visually 
appealing, but it also allowed me to work at a faster pace. With that in mind, I need to 
keep reminding myself that I need to be more purposeful with my decisions. It will, 
ultimately, save time during technical and help my process go a lot faster.  
3.3: Paperwork 
 Despite my confidence in the room, during technical, I still had some 
complications when it came to complete the necessary paperwork for the show. Curious 
Incident was by far the my most complicated plot to date. Almost every light in our 
inventory was used and I was struggling to find space on the light plot to document all 
the necessary data needed for the hanging crew. As a result, I was getting confused in my 
own digital files, a state a mind a lighting designer should never be in. One way I tried to 
overcome this hurdle was to print out multiple copies of my channel hookup, through 
Lightwright. I printed my channel hookup eight times trying to catch any errors between 
my spreadsheet paperwork and my light plot. Surprisingly enough, my advisor still 
caught errors in my plot when I submitted it for evaluation. This shows that I need to 
check for errors even more during my next project. I can’t risk sending incorrect 
information to a hanging crew. This could cost time and money for the production in 
order to correct the problem. Most of Professor Hunter’s critique, however, was based on 
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my organizational skills within the light plot. I have a very bad habit of taking up more 
space than is necessary on the light plot to show where lights need to be. There was a fear 
that if I clustered information too closely together, it would appear confusing when trying 
to read it. Hunter showed me how to organize my data and use the optimal amount of 
space on my plot.  
 My magic sheet was another trouble area for me. There were a lot of lighting 
elements on the Curious Incident plot and I had an extremely difficult time organizing 
them on my magic sheet in a way that was easy to read and properly organized. It took 
four drafts of the magic sheet before one was approved to go into technical rehearsals. 
Honestly, due to time constraints, Hunter took it upon himself to make edits to my magic 
sheet, so I had something proper to go into technical with. As slots of time presented 
itself to me, I was able to make some personal changes to the magic sheet, but overall 
Hunter’s changes were exactly what I needed.  
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Figure 3.5: Lighting Plot Selections- Curious Incident of the Dog in the Nighttime. 
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Figure 3.6: Magic Sheet- Selected View 
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The final magic sheet used a lot of boxes that helped group information into easier 
to read clusters based off their purposes. This clarified which control channel belonged to 
which area on the stage. In addition to grouping channel numbers in boxes, we also 
eliminated all the labels attached to the channels on my magic sheet. These channels gave 
a short, detailed description, of what the purpose of the light was in relation to the plot. 
Examples of these purposes included: front light, back light, side light, etc. At the end of 
the day, the labels were taking up unnecessary space on my magic sheet. All I really 
needed was my channel numbers, and a color coding of systems for quick access.   
 
Figure 3.7: Production Photo. Using light to help separate the players out from the 
rest of the scenic space. Having contrasting colors to help achieve this effect. 
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Figure 3.8: Production Photo. An excellent representation of my “building up” to 
my desired look.  
 
Figure 3.9: Production Photo. A beautiful representation of how the planets were 
lit, and the use of architectural lights along the walls of the theatre.  
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Figure 3.10: Original Lighting Rendering. 
3.4: Conclusion 
 Looking back at the semester, I know that I am finding both my artistic aesthetic 
and my voice in the world of theatrical design. With this past production under my belt, I 
never felt more empowered to go out and do even more projects.  Before the semester 
ended, all my professors stated how pleased they were with my progress and reminded 
me that they will all still be a resource for me throughout my final internship year. I will 
be taking advantage of every opportunity as a prepare for my upcoming internship year, 
future design competitions/portfolio reviews, and any future opportunities that may 
present themselves to me next year.  
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Chapter 4: Professional Internship: Baltimore Center Stage 
My Closing Chapter 
 
Figure 4.1: Exterior shot of Baltimore Center Stage. 
4.1: The Beginning 
 With The Curious Incident of the Dog in the Nighttime put to rest, is was now 
time for me to put my energy into finding a company to work with for my internship year 
of the program. Originally, my advisor and I were putting a lot of effort into getting me a 
slot with the Walt Disney Co. however, that opportunity was not in the cards for me. I 
had a meeting with Professor Hunter discussing what I wanted for my internship year. 
Did I want to work for a theatre company? Did I want to tour? Maybe work for an event 
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firm? There were several options of the many available to me and the first challenge was 
narrowing down my choices and deciding, for myself, what I wanted. I knew that I was 
on a lifelong path in the theatre industry and wanted my internship to be with a theatre 
company. With luck, I managed to find an opportunity available with Baltimore Center 
Stage, a LORT B theatre company, a theatre that is a member of the League of Regional 
Theares, based in Baltimore, Maryland. After discussing this opportunity with the 
company’s Lighting Supervisor, Tamar Geist, and Master Electrician, Travis Seminara, I 
was fortunate enough to be offered the lighting apprentice position for their 2019/2020 
season. Knowing that I was coming from a heavy design background, Geist made sure to 
emphasize that this program is not meant to focus in the area of design, but instead 
focuses on strengthening my technical abilities in the world of lighting. My duties 
included maintaining all lighting equipment/accessories, hanging and cabling light plots, 
programming the lighting console for all mainstage productions, operating the lighting 
console for all mainstage productions, and assisting in all special events as needed. 
Although I was excited to further develop those skills, and work with a new professional 
theatre company, I was curious to know how my artistic side would be fed for the next 
coming year.  
 As I began my journey with Baltimore Center Stage (BCS), I learned the meaning 
of the word “quality.” When you work for a company whose yearly budget is one million 
dollars, you learn very quickly how important attention to detail is. Staying within the 
budget, keeping to the schedule, and working as efficiently as possible are crucial in this 
environment. Things like sorting gel, organizing equipment, or even tying up cable slack 
all needed to be done to the standards of this company. It took me a long time to adapt to 
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this new work environment, but eventually I learned what was acceptable and how to 
move forward as a professional. It became clear that I still needed to learn the basics of 
what being a professional theatre technician was. Eventually my responsibilities within 
the company grew, and I needed to maintain that level of detail, and professionalism, 
with whatever I did; whether it be soldering LED tape, cleaning lights, or updating 
paperwork for a production. If my final product was below the standards of the company, 
it would be rejected, and I’d have to start all over again. A frustrating process to say the 
least, but one that was extremely beneficial to my education since I’m very used to the 
“trial by fire” method. 
 Throughout my time spent at Baltimore Center Stage, there were two productions 
that are worth mentioning in terms of helping me grow, not only as an electrician, but as 
a designer as well. These productions were: Men on Boats and Thoughts of a Colored 
Man. Both were extremely different productions, with different challenges and processes, 
but I feel that they were the steppingstones that got me to where I am today. 
4.2: Main Stage Productions 
 With Thoughts of a Colored Man by Keenan Scott II being one of the first 
productions in the BCS season, we were all eager to enter the process with our best foot 
forward. This show was a co-production done in collaboration with Syracuse Stage. 
Being a new production, the producers were interested in learning how audiences would 
react to the text, hoping that the show would be received well enough to travel to a 
Broadway stage next season. To give the show the best chance possible of going to 
Broadway, all of the designers were Broadway based designers. The lighting designer for 
this production, Ryan J. O’Gara, was the Associate Lighting Designer for Hamilton. 
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Learning that I would be working personally with a Broadway designer excited me 
greatly, and I was ready to get to work and talk with him about his journey to becoming a 
designer. However, I would quickly learn that things don’t always go according to plan. 
 As we were in the middle of hanging the lighting plot for the production, Geist 
received word from the lighting designer that he did not want any BCS staff to program 
the lighting console for him during the technical process. He instead expected the 
company to hire an outside programmer to come in and program the console for the two 
weeks of technical. Upon hearing this, both the lighting staff and I were initially very 
offended. Geist, herself, is a professional programmer, teaching classes developed by and 
sponsored through ETC. With this news, I was under the assumption that I would not get 
to learn anything from this production; however, I quickly learned that this was a blessing 
in disguise. Since I was not programming, I had a lot of spare time in the theatre, so I 
decided just to sit and watch the technical process for the show. Just from sitting in the 
theatre for that week, I learned so much about lighting design. 
“How did I come to be an artist? Endless curiosity, observation, research - 
and a great amount of joy in the thing.”      -George Grosz 
If I were sitting behind the lighting console, I would not have noticed the subtle details 
being implemented by the designer. Little things that normally wouldn’t be noticed by the 
audience, like changing the colored hue of a light or the iris of a moving light as it faded 
away. This made such a huge impact to both the storytelling as well as the overall beauty 
of the production. I kept a notebook of techniques that I noticed throughout the process so 
I could reference back to them for my future designs. To this day it stuns me how much I 
51 
 
learned by just sitting and watching. I guess sometimes it’s best to just observe what is 
going on around you, without trying to put in your thoughts or becoming part of the 
action.  
 
Figure 4.2: Production photo of Thoughts of a Colored Man. Lighting Designer: Ryan 
O’Gara. 
 As the season went on, I was presented with the opportunity to become the 
Assistant Lighting Designer for Baltimore Center Stage’s production of Men on Boats by 
Jaclyn Backhaus. The Lighting Designer was Stacey Desrosier. In the past, when I had 
assisted designers, I normally played a very hands-on role throughout the design process, 
in addition to maintaining paperwork for the designer. Oddly enough, this was not the 
case for Men on Boats. The designer I was working for wanted me solely focusing on the 
paperwork aspect of the design. Every time I tried to help her, whether it be focusing a 
light or standing on stage for her, she told me not to get involved. To me, it truly felt like 
the designer did not want me acting as her assistant for the process. Being presented with 
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a designer, that may or may not have wanted me around, I decided that I needed to make 
the most out of this opportunity and focus solely on strengthening my skills in both 
Vectorworks and Lightwright, in addition to being as helpful to my designer as I could. 
Every time Desrosier made a change to the light plot, it was my responsibility to 
update it in both the show paperwork, and the Vectorworks files; which was a skill that I 
became very fast and proficient at. The Master Electrician, seeing my struggle to find 
other tasks to do to help the show, suggested that I re-draft the section view of the light 
plot, so that the theatre had an updated copy for its records. Desrosier, overhearing this 
suggestion, instantly agreed saying that “paperwork is not my thing.” With the help of the 
master electrician, I was able to create an extremely detailed section view of the light 
plot, that showed specifically how certain lights needed to be hung, and how boom 
placement should be arranged on the playing space.  
The Master Electrician, Travis Seminara, also went out of his way to show me 
new techniques in the Lightwright software. He assigned me tasks such as creating 
custom color scroll paperwork, importing gobo wheels for moving lights, importing 
photos, and many more. These “mini-classes” really helped me to bring the Men on Boats 
paperwork to a professional level. A product that I would not have been able to achieve 
on my own without his guidance. 
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Figure 4.3: Section view of Baltimore Center Stage’s Men on Boats. 
 
Figure 4.4: Photo of myself running focus for Men on Boats. 
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Figure 4.5: Channel Hookup selection from Men on Boats. 
  
Being an apprentice with this company came with its perks. Not only did a 
receive a small weekly stipend, and free housing, but I was also invited to have weekly 
seminars with specific employees of the company such as the artistic director, the 
production director, the executive director, and so on. The goal of these seminars was to 
give apprentices as much insight into the world of theatre as possible to prepare us for 
when we start applying for our careers. Seminar topics ranged from resume and cover 
letter preparation, networking, portfolio organization, management, and many more. I 
was lucky to attend these seminars because, in certain occasions, they put me face-to-face 
with the individuals who hire the designers for the theatre seasons. This led to me talking 
with them privately and asking them if I could get their insight on my portfolio.  
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The most meaningful review I had, during my time at BCS, was with the theatre’s 
Artistic Director Stephanie Ybarra. When I went to discuss my portfolio with her, I was 
fully prepared to show her everything I had done in the past three years, in the hopes that 
she would be impressed. However, she did something that stopped me dead in my tracks; 
she told me that looking at the actual portfolio was something she could do on her own 
time, and she would much rather sit and get to know me both as a person and as an artist. 
The conversation went on a whirlwind of topics from where I grew up, to my past in the 
music industry, to who I am as a lighting designer. Truthfully, this half hour conversation 
was one of the more beneficial experiences I’ve had at Baltimore Center Stage. It 
confirmed to me that not all companies are looking just for amazing designers, who 
produce beautiful work. They also take your personality into account as well. Ybarra told 
me, at Center Stage, they are looking for designers who are truly good people; ones who 
they can really enjoy working with throughout the process. It was really an eye-opening 
experience to talk with this incredible person. 
 
4.3: Coming to the End 
 Overall, I can honestly say that my experience at Baltimore Center Stage has been 
a good one and my education has greatly benefited from it. Being able to work in a 
professional environment, and work with professional lighting designers, not only 
furthered my education but help ground the lessons that I have learned at the University 
of South Carolina. Things such as having a strong knowledge of the script, being the 
most prepared individual, and working as quickly and efficiently as possible were crucial 
56 
 
lessons that I needed to learn for myself before working for a theatre of the caliber of 
Baltimore Center Stage.  
Truthfully the internship experience was extremely difficult. I haven’t been 
pushed this much, physically, in a very long time. At the end of the day though, I knew 
that if I could keep up in this environment, I can adjust to any theatre environment once 
my internship experience is over. Being worked so much, and putting in so many hours 
every week, it was a challenge trying to find time to feed my artistic side. I wound up 
creating projects for myself in order to keep my creative side happy and well fed; things 
like doing a costume design for Moon Over Buffalo with the Spotlighters Theatre co., 
updating the 3-D model of Drayton Hall, touring the city, sampling new foods, or even 
just drawing in general.  
 
Figure 4.6: Costume rendering and production photo of Spotlighters Theatre’s 
production of Moon Over Buffalo. 
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I found that I needed to give myself tasks that would allow me to express myself 
artistically and get me out of the theatre world once in a while. Doing this helped keep 
me happy and gave me something to look forward to once I got out of work every day. In 
addition to the skills I’ve learned through BCS, I’ve discovered how important it is to 
have hobbies that exist outside of the theatre world. Having that break occasionally, was 
crucial for me, which is ironic considering that not only a year ago I would have never 
said this.  
At the end of the day, this experience was indispensable for me. It allowed me to 
see what lighting can do, and new levels where it can be taken. This real-world 
experience also gave me an idea of the next steps I needed to take to become a 
professional in the world of theatre; helping me decide what I love about the industry and 
what I don’t. Most importantly, this experience showed me how valuable my graduate 
school career has been for me. If it wasn’t for my time on campus, I don’t think I would 
have adjusted as well as I did to the professional flow that was expected of the 
apprentices at Baltimore Center Stage.  
 
Figure 4.7: Production photo of Baltimore Center Stage’s production of Miss You Like 
Hell 
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Figure 4.8: Marketing shot for Baltimore Center Stage’s production of Men on Boats. 
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Chapter 5: Conclusion 
 
With the end of my time at the University of South Carolina in view, I am 
preparing to leave this program in the hopes that I will be working as a professional 
designer. Opportunities have already started to present themselves to me due to the 
numerous amounts of people, and artists, that I have worked with the past three years. It 
goes to show how powerful your networking abilities are, and how crucial it is for you to 
maintain the relationships you have made with other people. At the end of the day, you 
really don’t know where you next job could be coming from. 
 Finishing this chapter of my life it is unclear, now, whether I will be closing the 
book on my educational career. Maybe down the line I’ll pursue another degree, for 
myself, or even return to a campus as a professor one day. For now, though I need to 
push myself as an artist and learn as much as I can in the professional world. One of the 
things that led to me coming to the University of South Carolina was the immense 
amount of experience that Professor Hunter had, and since I have, unknowingly, admired 
his work through Florida Repertory Theatre for years. I hope to be at that level one day 
before I even begin to think about teaching others.  
 Due to my experiences through University of South Carolina  and my year in 
Baltimore, I can honestly say it was one of the best decisions I have made for myself, as 
both a student and a person. This program has transformed me from a community theatre 
lighting designer into a well-rounded artist. I can leave this program having both 
knowledge and a standard for my work, two qualities that I didn’t really have about 
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design prior. With my personal aesthetic being discovered, and strengthened every day, I 
look forward to learning more about design and myself with every new project that I take 
on. I hope the tools that I now have will serve me well as I begin to dive into the 
workforce as a lighting designer.  
 
Figure 5.1: On the set of Orlando Shakespeare Theatre’s In the Heights with MFA 
candidate Allison Newcombe and Professor Jim Hunter 
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Appendix A: Plot & Paperwork- Sense and Sensibility
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Figure A.1: FOH Plate- Sense and Sensibility Light Plot 
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Figure A.2: Stage Plate- Sense and Sensibility Light Plot 
 
 
65 
 
 
Figure A.3: Section Plate- Sense and Sensibility Light Plot 
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Figure A.4: Sense and Sensibility Channel Hookup- Page 1 
67 
 
 
Figure A.5: Sense and Sensibility Channel Hookup- Page 2 
 
68 
 
 
Figure A.6: Sense and Sensibility Channel Hookup- Page 3 
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Figure A.7: Sense and Sensibility Channel Hookup- Page 4 
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Figure A.8: Sense and Sensibility Channel Hookup- Page 5 
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Figure A.9: Sense and Sensibility Channel Hookup- Page 6 
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Figure A.10: Sense and Sensibility Channel Hookup- Page 7 
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Figure A.11: Sense and Sensibility Channel Hookup- Page 8 
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Figure A.12: Sense and Sensibility Channel Hookup- Page 9 
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Figure A.13: Sense and Sensibility Channel Hookup- Page 10 
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Appendix B: Plot & Paperwork- Platonov 
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Figure B.1: Grid Plate- Platonov Light Plot 
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Figure B.2: Stage Plate- Platonov Light Plot 
 
 
 
 
79 
 
 
 
Figure B.3: Section Plate- Platonov Light Plot 
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Figure B.4: Platonov Channel Hookup- Page 1 
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Figure B.5: Platonov Channel Hookup- Page 2 
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Figure B.6: Platonov Channel Hookup- Page 3 
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Figure B.7: Platonov Channel Hookup- Page 4 
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Figure B.8: Platonov Channel Hookup- Page 5 
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Figure B.9: Platonov Channel Hookup- Page 6 
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Figure B.10: Platonov Channel Hookup- Page 7 
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Figure B.11: Platonov Channel Hookup- Page 8 
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Figure B.12: Platonov Channel Hookup- Page 9 
 
89 
 
 
Figure B.13: Platonov Channel Hookup- Page 10 
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Figure B.14: Platonov Channel Hookup- Page 11 
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Appendix C: Plot & Paperwork- Curious Incident of the Dog in the Nighttime 
 
 
 
 
92 
 
 
Figure C.1: Grid Plate- The Curious Incident of the Dog in the Nighttime Light Plot 
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Figure C.2: Stage Plate- The Curious Incident of the Dog in the Nighttime Light Plot 
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Figure C.3: Section Plate- The Curious Incident of the Dog in the Nighttime Light Plot 
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Figure C.4: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 1 
 
96 
 
 
Figure C.5: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 2 
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Figure C.6: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 3 
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Figure C.7: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 4 
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Figure C.8: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 5 
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Figure C.9: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 6 
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Figure C.10: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 7 
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Figure C.11: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 8 
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Figure C.12: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 9 
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Figure C.13: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 10 
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Figure C.14: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 11 
 
106 
 
 
Figure C.15: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 12 
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Figure C.16: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 13 
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Figure C.17: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 14 
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Figure C.18: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 15 
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Figure C.19: The Curious Incident of the Dog in the Nighttime Channel Hookup- Page 16 
 
